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A COURSE OF STUDY IN VOCAL MUSIC FOR VACATION NORMAL 
INSTITUTES IN THE PHILIPPINE ISLANDS- 



I. THE TEACHING OF " ROTE SONGS." [ 

The rote song is the first step in developing a correct ear and a 
taste for good music, and should be given with careful thought as 
to both music and words, each phrase being clearly marked and" 
perfectly intoned. 

The rote songs should be within the compass of the staff and 
with words suitable to child life as: 

Pages 35, 39, 41, 45, 47, 49, 51, 53, 65, 69, 75, 77 in "The 
Child's First Studies in Music;' by Samuel W. Cole. 

The teacher should at first sing the whole song to the children 
many times, then phrase by phrase — words and music — when the 
class will repeat each phrase as sung. 

The words should, as a rule, be taught simultaneously with the 
music. 

Great care should be taken to develop good tone production ; 
allow no harsh tones. Sing softly. 

The singing of songs in their hearing and the teaching of 
beautiful songs to them will produce a love for music and give 
them impressions which will prepare them for a perfect under- 
standing of the subject when they pursue it in a technical way. 

II. PRESENTATION OP THE MAJOR SCALE. 

On beginning instruction of the scale with little children the 
teacher should take the pitch of E 2 , first line, and sing the scale 



1 Found in the "Child's First Studies in Music" (for the younger children 
only). 

2 1 low to find the different pitches from the "C" pitch pipe. — The pipe itself 
gives the C pitch. 

Key of G, f#: Sing 8 (key of C); sing 5; call 5, 1— i. e., make it the 

first note in the key of G. 
Key of D, f#, c#: Sing 8 (key of C); sing 2, above, call this 8. 
Key of A, f#, c#, g#: Sing 8 (key of C); sing 6; call 6, 1. 
Key of E, ftf, c#, g#, d#: Sing 8 (key of C); sing 3, call 3, 1. 
Key of F, bb: Sing 8 (key of C); sing 4; call 4, 1. 
Key of Bb, bb, eb: Sing 8 (key of C); call 8, 2; sing 2, 1. 
Key of EZ>, bb, eb, ab: Sing 8 (key of C); call 8, 6; sing 6, 7, 8. 
Key of Ab, bb, eb, &b, db: Sing *f(key of C) ; call 8, 3. 
Sing 3, 2,1. 

3 



ascending and descending with the real names 1, 2, 3, 4, 5, 6, 7, 8, 
the pupils singing it after her. 

The scale should be sung lightly and softly, with a somewhat 
rapid movement. 

The pupils should sing the scale after the teacher, not with her, 
repeating this process until they can sing it correctly in pitch with 
proper regard to quality of tone. 

The teacher should there proceed in like manner to teach the 
singing names — do, re, mi, fa, sol, la, ti, do. 

When the pupils have learned to sing the scale with both real 
names and syllables they are ready for the first lesson in the study 
of its intervals. 

Thus far the process has been rote singing, but at this point 
singing by the teacher must be discontinued, her part in future 
being to guide and direct the pupils in their effort to think and 
produce the sounds in the manner required by the progressive 
exercises in the major scale. Exercises I, II, III, IV as found on 
first page "Normal Music Chart" (First Series). 

The teacher should begin the work in interval study by calling 
slowly the names of the scale as given in the first line. 

Exercise I. 

1, 2, 3, 4, 5, 6, 7, 8—8, 7, 6, 5, 4, 3, 2, 1. 

The pupils sing with the syllables do, re, mi, etc. 

When this can be done call the numbers of the first section of 
the second line (1, 2, 1). This learned, she will call the numbers 
of the second section (1, 2, 3, 1) and so on throughout all the 
exercises, pausing at each dash and at the end of each line. 

1, 2, 3, 4, 5, 6, 7, 8—8, 7, 6, 5, 4, 3, 2, 1. 

1, 2, 1—1, 2, 3, 1—1, 2, 3, 4, 1—1, 2, 3, 4, 5, 1. 

1, 2, 2, 1—1, 2, 3, 3, 2, 1—1, 2, 3, 4, 4, 3, 2, 1. , 

1, 2, 3, 4, 5, 5, 1, 5, 4, 3, 2, 1. 

1, 2, 3, 4, 5, 5, 4, 3, 5, 4, 3, 2, 5, 1. 

1, 2, 3, 4, 5, 4, 5, 4, 3, 5, 4, 3, 2, 5, 1. 

1, 2, 3, 4, 5, 6, 7, 8, 7, 8, 8, 7, 8. 

8, 7, 6, 8—8, 7, 6, 5, 8—8, 7, 7, 8. 

8, 7, 6, f>, 7, 8—8, 7, 6, 5, 5, 6, 7, 8. 

8, 7, 8—8, 7, 6, 7, 8— 8, 7, 6, 5, 6, 7, 8. 

1, 2, 3, 1, 3, 2, 1—1, 3, 5, 3, 1. 

1, 3, 5, 8, 5, 3, 1. 



Exercise II. 

1, 2, 3, 1, 3, 1, 3, 2, 1—1, 2, 3, 4, 1, 4, 1, 4, 3, 2, 1. 

1, 2, 3, 4, 5, 1, 5, 1, 5, 4, 3, 5, 4, 3, 2, 5, 1. 

1, 2, 3, 4, 5, 6, 1, 6, 1, 6, 5, 4, 3, 4, 3, 2, 3, 2, 5, 1. 

1, 2, 2, 3, 4, 2, 4, 2, 1. 

1, 2, 3, 3, 4, 5, 3, 5, 3, 4, 2, 1. 

1, 3, 5, 3, 4, 2, 1. 

1, 2, 3, 4, 4, 3, 2, 4, 2, 4, 3, 2, 1. 

1, 3, 2, 4, 3, 5, 4, 2, 1. 

1, 5, 4, 3, 5, 4, 3, 2, 4, 3, 2, 1. 

1, 2, 3, 4, 4, 5, 6, 4, 6, 4, 5, 3, 4, 2, 3, 2, 1. 

1, 3, 5, 6, 4, 2, 1—1, 2, 3, 4, 5, 5, 6, 7, 5, 7, 5, 6, 4, 2, 1. 

1, 3, 5, 8, 7, 6, 6, 8, 6, 8, 6, 7, 5, 6, 4, 2, 1. 

1, 2, 3, 4, 2, 3, 4, 5, 3, 4, 5, 6, 7, 5, 8, 7, 8, 6, 4, 2, 1. 

1, 3, 5, 7, 8, 4, 2, 1. 

Exercise II reviews the work of Exercise I and introduces the 
more difficult intervals: 4, 2—6, 4 — 7, 5 — 8, 6. In introducing 
these intervals it will be noticed that in each case the lower tones 
2, 4, 5, 6 are repeated. 

This repetition is made in order to fix those tones in the minds 
of the pupils and is an important part of the process. If one 
repetition is not sufficient to establish the pitch the teacher should 
require them to be repeated several times before going on with the 
series, thus: 

1, 2, 2, 2, 2, 3, 4, 2, 4, 2, 1. 

1, 2, 3, 4, 4, 4, 4, 5, 6, 4, 6, 4, etc. 

Exercise III. 

1, 2, 3, 2, 3, 2—2, 3, 4, 2, 4, 2. 

2, 3, 4, 5, 2, 5, 2—2, 3, 4, 5, 6, 2, 6, 2. 

2, 3, 4, 5, 6, 7, 2, 7, 2—2, 3, 4, 5, 6, 7, 8, 2, 8, 2, 1. 
1, 2, 3, 4, 3, 4, 3—3, 4, 5, 3, 5, 3. 

3, 4, 5, 6, 3, 6, 3—3, 4, 5, 6, 7, 3, 7, 3. 

3, 4, 5, 6, 7, 8, 3, 8, 3, 1—1, 2, 3, 4, 5, 4, 5, 4. 

4, 5, 6, 4, 6, 4—4, 5, 6, 7, 4, 7, 4. 
4,5,6,7,8,4,8,4,4,3,2,4,3,2,1. 
1, 2, 3, 4, 5, 6, 5, 6, 5—5, 6, 7, 5, 7, 5. 

5, 6, 7, 8, 5, 8, 5—1, 2, 3, 4, 5, 6, 7, 6, 7, 6. 

6, 7, 8, 6, 8, 6—1, 3, 5, 6, 7, 5, 6—6, 7, 8, 6, 5, 6. 
1,8, 7, 8, 5, 7, 5, 3, .1—1, 3, 5, 8, 7,- 5, 4, 2, 1. 



The principal object of this exercise is to still further emphasize 
difficult tones of the scale by returning to them from each higher 
tone. 

The teacher should, after calling the name of the tone to which 
they are to return, require them to pause long enough to think that 
tone before singing it. 

Exercise IV. 

1, 2, 1, 3, 5, 6, 5—5, 2, 4, 3, 2, 3, 1. 

1, 3, 5, 3, 4, 3, 2, 1—1, 3, 5, 3, 4, 6, 5, 3, 1. 

1, 5, 6, 8, 6, 4, 5, 1—1, 8, 6, 8, 1, 5, 3, 5, 1. 

1, 3, 5, 3, 4, 6, 8, 6, 5—1, 8, 6, 4, 5, 3, 1. 

1, 4, 6, 8, 5, 3, 1—1, 8, 6, 4, 2, 5, 1. 

3, 5, 4, 6, 2, 5, 3—3, 4, 6, 5, 4, 2, 1. 

3, 8, 5, 3, 2, 5, 4, 2, 1—3, 6, 5, 1, 2, 3, 1. 

4, 3, 2, 1, 5, 2, 4, 3, 1—4, 6, 5, 1, 2, 3, 1. 

5, 6, 5, 1, 2, 3, 1—5, 3, 6, 5, 6, 7, 8. 
1, 6, 5, 8, 8, 7, 8—6, 5, 7, 6, 5, 2, 3. 
1, 3, 5, 7, 8, 3, 5—1, 8, 6, 4, 2, 5, 1. 
1, 4, 3, 6, 5, 7, 8—8, 5, 6, 4, 2, 5, 1. 

Exercise IV is a review of all preceding difficulties. 

In the study of the intervals comprised in these four exercises 
it is very necessary that the teacher should observe certain rules 
and cautions, the most important of which are as follows : 

(1) Each line, and each section of each line, should be thor- 
oughly taught before attempting the next in advance. 

(2) The exercises should never be copied on the blackboard or 
pointed from the chart. 

(3) No departure should be made from the exact order of 
arrangement of the intervals in each section of the exercises. 

(4) After each of the first three exercises has been thoroughly 
learned, it should not be reviewed. 

A review is unnecessary from the fact that each exercise reviews 
the greater difficulties of the preceding exercise. 

Exercise IV is a review of all difficulties and is therefore the 
one to be repeated. 

There are two ways of drilling the pupils in these tone rela- 
tions — by calling the names and by pointing to the steps of the 
musical ladder. 



Musical ladder. 



A half step between (7 and 8), (3 and 4). 
III. THE DEVELOPMENT OP TIME OR RHYTHM. 

The subject of time should be taught apart from tune, as this 
enables the pupils to concentrate their whole attention upon the 
solution of perfect regularity of movement. 

As an aid to the eye suspend a metronome in full view of the 
class. One may be made of a weight and string. Use about a 
yard of string; let it swing and have the class say strong, weak, 
keeping time with the metronome, then show picture of same. * 



J 
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I lave class intone with syllable loo in perfect time, accenting the 
first beat strongly. Develop first, then name it, then represent it. 



Time chart — Undivided beat. 
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PROBLEMS FOUND IN THE FIRST NORMAL MUSIC READER. 

Develop each measure separately, then show picture of it. 

Four-part measure may follow here and can be developed in 
the same manner — strong, weak,, strong, weak — making the first 
"strong" much the louder of the two. Then show picture. It will 
take a much longer time for the class to master the felling of 
three-part measure than of the two or four part. Shorten the 
metronome and have the pupils say strong, weak, weak. 

Then show picture 

When the simple combinations of two, four, and three part meas- 
ures have been studied and the class has succeeded in thinking 
time regularly, the combination of time and tune should imme- 
diately follow. 

Up to this time no representation of tune and time has been 
brought before the pupils, yet without this the children have by 
doing become acquainted with musical tones and values. 

They are mentally familiar with the major scale and have sung 
many successions of tones, using 1 as a starting point. 

This work should occupy one year of school life. The chiloi^n 
will have learned a number of rote songs and have gained many 
ideas about tone quality and expression. 
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The scale upon the staff comes next in order. 
Key of G — The pitch names. 



2 he scale. The scale one octave higher. 



1, 2, 3, 4, 5, 6, 7, 8 — 1, 2, 3, 4, 5, 6, 7, 8. 



Signature: /U g - No sharps or flats. 

Key note, C, on the first line below and the third space. 
IV. TO UNITE TIME AND TUNE. 

Choose a slow movement when beginning to teach this, so as not 
to discourage the slow pupils. Do not make any explanation about 
the kind of notes, the lines, and spaces, the clef or key. Use the 
progressive exercises found in "Normal Music Chart" (First Series) 
and "Normal First Music Header" and change the pitch of 1 often. 

Prepare for all difficult intervals and difficult time problems by 
dictation and board drill. 

The children should sing the exercise through so as to gain an 
impression of the piece as a whole. Then, as you wish, study some 
difficult measure or measures. 

In studying songs by note the most important thing is that the 
song should be studied as a musical problem to be worked out 
through the doing. 

Sing with syllables, then with loo, or coo, or moo; repeat only 
the difficult measures. 

When this has been done read the text and be sure that the 
meaning of each word is thoroughly understood by the class before 
uniting words and melody. 
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Songs suggested for institute work found in "Songs of the 
Xation," pages 17, 26, 28, 30, 32, 53, 80, 88, 94, 103, 111, 112, 
119, 135, 138, 139, 142, 147, 154, 156, 158. 

V. THE RUDIMENTS OP MUSIC. 

THE SCALE. 

All music is based on some form of the scale. The major scale 
is composed of eight tones, progressing by intervals called steps 
and half steps. 

As the diagram shows, the half steps are between 3 and 4, and 
7 and 8. 

The scale names are one, two, three, four, five, six, seven, and 
eight — usually represented by figures : 

1, 2, 3, 4, 5, 6, 7, 8. 

The syllables do, re, mi, fa, sol, la, ti, do are the singing names. 

PITCH. 

The pitch of a tone is its highness or lowness. 

Every tone has a pitch name. 

The pitch names are A, B, C, D, E, F, G. 

RESTS. 

Eests are characters which indicate periods of silence in music. 
The rests equivalent in time value to the several notes are as 
follows : 

Whole. Half. quarter. Eighth. Sixteenth. 



- I 1 7 
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A sharp (#) signifies that the line or space on which it is used 
represents a tone a half step higher than the original pitch. Like- 
wise, a flat (b) means a half step lower. 

A natural (j^|) cancels a sharp or fiat. A sharp, flat, or natural, 
except when used in the signature, affects only the measure in 
which it occurs. 
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A tie joins two notes of the same pitch, forming one note of the 
combined values of the two. 

A slur connects notes of different pitch to be sung to the same 
syllable. 



Tie. 



Slur. 



^y= = ^= 
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A dot adds one-half to the time value of a note or rest. 
A second dot adds half the time value of the first dot. 

Examples of dots. 

r=i? r-R r- m 



An interval is the difference in pitch between two tones, meas- 
ured by the number of staff degrees used. 

Intervals are called primes, seconds, thirds, fourths, fifths, sixths, 
sevenths, octaves, and ninths. 
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Seconds. 



Thirds. 
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Fifths. 



Sixths. 



Sevenths. 



Octaves. 



Ninths. 



VI. CARE OF THE VOICE. 

In giving instruction in music in the public schools no consid- 
eration is of greater importance than that relating to the voices of 
children. 
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The vocal organs of children are peculiarly susceptible to injury 
because of their immaturity, and the practice of singing with 
improper methods of voice production fifteen or twenty minutes 
per day for the whole period of school life can not fail to cause 
permanent injury to the voices, while by proper care and the use 
of right methods it is an easy matter to establish in the pupils 
correct habits of voice production. Every teacher should realize 
the necessity of such care and should seek to promote the welfare 
of the voices by constant effort. 

All voices may be cultivated, freed from disagreeable qualities, 
and trained to a healthy, natural delivery. 

Chief among the limitations to the vocal training of children is 
that occasioned by the immature condition of their voices as com- 
pared with the voices of adults. 

Many of the methods of vocal training suited to the voices of 
adult singers would result in the utter ruin of the voices of chil- 
dren if used to any extent in the schoolroom. 

Properly managed they have one prominent characteristic — that 
of extreme sweetness, and all the work done by the teacher in 
voice training should be directed in establishing and developing 
this quality. 

Every teacher should understand that soft singing is the first 
principle of voice training and should at each lesson allow no 
amount of tone in singing either syllables or words or in vocalizing 
beyond that which the pupils can produce with perfect ease. 

This is best determined by individual examination. 

No matter how small the tone which each child can produce 
easily, this limit must never be exceeded. 

They must be restricted in compass of voice. Children during 
the first two or three years of school life may be permitted to sing 
from E first line to F fifth line. 

In teaching the scale, take E or F as the key note. 

It is quite possible at the age of about 11 years to extend the 
compass to G above and D below. 

Insist upon the observance of the following rules : 

(1) An erect, natural position of the body. 

(2) A clear and distinct pronunciation of syllables and words, 
with careful attention to the purity of tone. 

(3) The quality in the lower tones which comes naturally in the 
upper tones when the pupils sing softly. 
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(4) Compass of voice restricted. 

(5) Children must sing as softly as possible in all their singing 
exercises, whether songs or note drill. 

(6) They should open their months well in all their singing. 

(7) The teacher should, under no circumstances, sing with them. 
If these rules are correctly applied in each class, then the voice 

will be used only in the thin or head register, and the tone of the 
thick or chest register will never be heard in the schoolroom. 
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MUTILATE CARD 



